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JN May of the present year the fa- 
mous print collection of Baron 
Von Lanna of Prague was sold at 
auction in Stuttgart — and it is mainly this 
circumstance which has made it possible 
for us to show, in the present exhibition, a 
wonderfully complete representation of the 
German prints of the fifteenth and six- 
teenth centuries. It is largely due to Baron 
Von Lanna's fifty years of patient collecting 
that one can trace, in this exhibition, the 
different currents which influenced the 
Early Grerman School. 

First there is Schongauer, "the purest 
artist that Germany has produced." His 
prints are wholly medieval in character, no 
Renaissance influence can be seen in them. 
One is apt to think that the Renaissance 
found German art a crude, coarse thing and 
transformed it to grace and beauty — but 
surely the Italians could have added noth- 
ing to the elegance of Schongauer's prints. 
They are wonderfully simple too, both in 
conception and execution. There is no 
need to seek after mysterious meanings in 
them and no possibility of questioning the 
sincerity of their religious faith. 

Then Diirer ; a hundred times more com- 
plicated in thought as well as in technic. 
He was at once a mystic, a dreamer, and a 
marvelously skilful workman. His mind 
was drawn this way and that by a vain 
search for a principle of beauty, and there is 
in his prints a curious groping in all sorts 
of directions. There is a fair chance that 
he did not himself know what he meant by 
some of his prints, so that his admirers have 



had free scope ever since to read into them 
what meanings they chose. 

Finally, there are the Little Masters, in- 
fluenced both by Diirer and by the Italians. 
They had a wonderful heritage on both 
sides but, for the most part, they did not 
take it, or themselves, very seriously. As 
Mr. Colvin says, " their work has an air of 
having been done half in earnest, half in 
play; a vernacular familiarity which, for 
those who can enter into the spirit of it, is 
very attractive." 

It is significant of the change which took 
place during this period in the spii-it of 
German art that Schongauer's prints are 
almost all what Bartsch calls sujets pieux, 
Diirer's coppers are almost exactly half 
sujets pieux and half sujets profanes, and the 
Little Masters almost all sujets profanes. 

David Keppel. 
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MARTIN SCHONGAUER. 

Bom at Colmar probably between 1445 and 1450. 
He at first studied with his father, who was a gold- 
smith. He afterward seems to have visited 
Flanders where he studied under Koger Van der 
Weyden. He probably settled in Nuremberg about 
1465. He is believed to have died in 1499 at 
Augsburg. 

' ' Placing the general work of Diirer beside that of 
Sehongauer, there are many more points of contrast 
than of resemblance. Diirer has far more of the 
spirit of the Renaissance, the spirit of fact and reality 
and of patient and searching thought. Sehongauer 
has far more of the Gothic spirit, the spirit of devout 
dreaming. 

" In things more technical, I have shown how 
Sehongauer prefers simplicity, nay emptiness, and 
Diirer, richness and complication in his landscapes 
and accessories. How Sehongauer does not, and 
Diirer does, delight in feats of engraving for their 
own sake." Sidney Colvin. 

" For some of his types Sehongauer chooses the 
grimacing faces which, in all northern art of the fif- 
teenth century, are associated with violence or evil. 
He is unique, on the other hand, in the tenderness, 
the mystic purity and reverence, of his Madonnas 
and his Virgin Martyrs, and in the sublime beauty of 
his type of the Redeemer." 

Campbell-Dodgson, 
Publication of the Diirer Society— ith Series. 

1 The Angel of the Annunciation. (Bartseh No. 1) 

Impression on paper water-marked with a coat of 
arms with three fleurs-de-lis. From the collections 
of Prince Paar and Alfred Morrison. This impres- 
sion shows the fine lines in the face and hands which 
give such peculiar delicacy to the finest impressions 
of Schongauer's prints. It is only in impressions 
of this class that Schongauer's peculiarly subtle 
modeling can be really appreciated. It is by the 
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simplest possible teohnic that he attained the 
wonderful purity and delicacy of effect for which 
his prints have always been famous, and these 
qualities can only be appreciated in the earliest im- 
pressions. 

2 The Nativity. (Bartsch No. 5) 

Prom the collection of Alfred Hubert. 

3 The Same. 

Another impression, duplicate from the British 
Museum. On paper water-marked with the " Small 
Bull's Head." 

4 Flight into Egypt. (Bartsch No. 7) 

From the collections of St. John Dent and Thomas 
Whitehed. 

5 Christ on the Mount of Olives. (Bartsch No. 9) 

Duplicate from the British Museum. 

6 Christ taken by the Jews. (Bartsch No. 10) 

Duplicate from the British Museum. 

7 Christ Scourged. (Bartsch No. 12) 

Duplicate from the Berlin Museum, also from the 
collections of Friederich von Nagler and Baron Von 
Lanna. 

8 Christ Bearing the Cross. (Bartsch No. 16) 

From the collection of Baron Von Lanna. This, 
Uke Nos. 10 and 11, is a wonderfully delicate im- 
pression. It would be almost impossible to find 
impressions of equal beauty, even in the great 
museum collections. 

9 The Same. 

Another impression, duplicate from the British 
Museum. 

10 Christ Delivering Souls from Hades. (Bartsch No. 19) 

Duplicate from the Berlin Museum ; also from the 
collections of Friederich von Nagler and Baron Von 
Lanna. 

11 The Risen Christ. (Bartsch No. 30) 

From the Durazzo and Baron Von Lanna collections. 

12 The Death of the Virgin. (Bartsch No. 33) 

On paper water-marked with the " Small Bull's 
Head." 

13 God the Father and the Virgin Mary Seated on a 

Throne. (Bartsch No. 71) 

Duplicate from the British Museum. 
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ALBRECHT GLOCKENTON. 

Albrecht Glockenton the Elder was a German 
engraver and miniature painter, and was born at 
Nuremberg about the year 1432. He was educated 
in the school of the elder Roger Van der Weyden, 
and was working at Wiirtzburg in 1481-84. His 
plates are wrought entirely with the graver, in a 
neat but stiff style ; and he appears to have imitated 
the manner of Martin Sehongauer, some of whose 
plates he copied. 

Bryan, Dictionary of Painters and Engravers. 

14 Christ Scourged. (Bartsch No. 7) 

Impression on paper bearing the water-mark of a 
" Hand with a Flower." From the collection of 
Baron Von Lanna. 

15 Christ Crowned with Thorns. (Bartsch No. 8) 

Impression on paper with the same water-mark as 
the preceding. From the collection of Baron Von 
Lanna. 

16 Christ Bearing the Cross. (Bartsch No. 9) 

On paper with the same water-mark as the preced- 
ing. From the ooUeotion of Baron Von Lanna. 

17 Christ Descending into Hades. (Bartsch No. 12) 

From the collection of Baron Von Lanna. 



ISRAEL VAN MECKENEN. 

There were two artists of this name — father and 
son — both of whom lived at Bocholt in Flanders, 
where they had the right of citizenship. The father 
was probably born at Meoheln, a small village be- 
tween Zutphen and Cleves, about the year 1440. In 
Bocholt is a tomb bearing the name Israel and the 
date 1503. Bartsch believes that all the engravings 
were done by the son, but if so, he must have fol- 
lowed very closely his father's tradition, because the 
prints are quite Gothic in character. 

"All these men" (of the Flemish school) "re- 
tained in their style of drawing a great deal of the 
Gothic, no influence from the south seems to have 
ever touched them, but Israel was certainly an artist 
of great powers and versatile in their application. 
. . . Besides, and much more interesting to us 
and to history, he was almost the first to turn to 
ordinary life for his subjects." 

William Bell Scott, The Little Masters, p. 14. 
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18 The Dance of Herodias. (Bartsch No 9. ) 

From the oolleqtions of St. John Dent and Mary 
Jane Morgan. The paper bears the water-mark of a 
small heart. This is generally considered to be the 
finest of Meekenen's plates. 

19 Two Saints. 

This print has been cut at the lower margin. From 
the Debois collection. 

20 Woman Beating Her Husband. (Bartsch No. 173) 

From the collection of Baron Von Lanna. 

21 The Monk and the Nun. (Bartsch No. 170) 

From the collection of Baron Von Lanna. 

22 The Same. 

Another impression, duplicate from the British 
Museum. The lower margin bearing the monogram 
has been cut off. 

23 The Falconer and the Lady. (Bartsch No. 177) 

The lower margin bearing the monogram has been 
cut off. 

THE MASTER OF THE CRAB. 

' ' Closely dependent on the style of Quentin Matsys, 
and influenced in some degree by Lucas van Leyden, 
stands the engraver who uses a Crayfish as his sig- 
nature. He has been identified with a certain Frans 
Crabbe of Mechlin, but the hypothesis is a mere 
conjecture. He varies the lineal system of his 
predecessors by a very liberal use of dotted work, 
and also combines with his engraving a delicately 
etched line." 
Hind, A Short History of Engraving and Etching. 

24 Virgin and Child. (Passavant No. 34) 

ALBRECHT DURER. 

Albreeht Diirer was of Hungarian descent; his 
father came from the little village of Eytas in Hun- 
gary. Albreeht was born in Nuremberg in 1471 and 
in 1486 entered the studio of Michael Wolgemut, the 
best Nuremberg painter of that day. He worked in 
Wolgemut' s studio for four years, and then spent 
some years traveling about, probably for the most 
part in Germany. During this time he visited Col- 
mar in order to see Martin Sohongauer, only to find 
that the great master had died shortly before. He 
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returned to Nuremberg in 1494 and his works done 
from that date until 1505 belong to what is called 
his first period. 

In the autumn of 1505 Diirer undertook a journey 
to Venice, a city which at that time had a large traffic 
with Nuremberg. With his return in 1507 begins 
the second period of his work and in it the influence 
of the art of Italy can be distinctly traced. 

In 1520- 21 Diirer was in the Netherlands and the 
works done from that time until his death in 1528 
comprise the third period of his work. 

As to the spirit of Diirer' s work we quote an ex- 
cellent paragraph from an article by Sidney Colvin, 
M.A., Director of the Print Room in the British 
Museum. 

" But though in right of his resolute and wistful 
passion of discovery — that intellectual passion of 
his age, which he has personified in his greatest 
creation, the Melancholia, ~ though in right of this 
temper, Diirer is the child of the Renaissance, 
though he was the friend ... of Melanohthon and 
Erasmus, yet in his work he was not what is usually 
called a painter of the Renaissance ; that is to say, 
his ideals were not classical ideals and the touch of 
the antique grace was not in him. Now and again, 
as we have seen and especially in his youth, he was 
attracted by the antique spirit as it had been revived 
in northern Italy, and his art came into contact with 
those ideals; but the contact was experimental only 
and occasional. In the long run, he held out against 
the spell which was subduing, and before his death 
had subdued utterly, the general mind of Europe. 
The old spirit of northern art was stubborn within 
him ; the spirit of German veracity which cannot and 
will not see things a whit fairer than they are, but 
chooses to harshen fact and character into grotesque- 
ness rather than soften them into grace ; which is 
capable of all degrees alike of strength, terror, ten- 
derness, only they must be the strength, terror, or 
tenderness, of the men and women, no matter how 
rugged or homely their humanity, of the artist's real 
experience. 

"The peculiar achievement of Diirer is this, that, 
living in the midst of the Renaissance and having 
mastered its acquisitions, he used this mastery to 
carry to its highest expression not the spirit of 
Renaissance art, but the old spirit of northern art 
as it had existed before the Renaissance. While 
other artists, both in South and North, were learn- 
ing to be classical and graceful, Diirer, mightiest of 
his race, remained, whether in grandeur or pathos, 
rugged and homely to the end." 
9 



25 Adam and Eve. (Bartsch No. 1) 

First period. Dated 1504. 

The extremely rare first state before the split in 
the bark of the tree which is seen under Adam's 
left armpit. Duplicate from the British Museiun 
on "Bull's Head" paper. 

On the back of the print is a rather amusing in- 
scription as follows : "On the mount to which this 
print was attached was written ' this impression is 
thought by all judges to be the best in the world, it 
belonged to Mr. Gulston, and was sold in his sale 
by Mr. Greenwood, 1786. 

" ' I gave five guineas for it.' " 

"Durer summed up in this masterly engraving the result of 
those studies of human proportion which had been occupying 
him since the turn of the century. 

With the exception of the Oreat Satyr, B-73. This is the 
only engraving by^Durer of which unfinished trial proofs have 
been preserved; three of these early experimental impressions 
of the AdaTfi and Eve exist, showing the plate in two stages of 
its progress. . . . They show Diirer's method of working; he 
commenced with an outline and filled it in methodically, work- 
ing up each portion to complete finish before attacking the 
next." 

Campbell-Dodgson, 
Publication" of the Dilrer Society — 8th Series. 

26 The Same. 

Second state, with the split in the bark of the tree 
ab-eady mentioned; also on " Bull's Head" paper. 

*' The date fixes the position of Adam and Eve and its delicacy 
harmonizes well with the group of plates which surround it 
and at the head of which it stands, technically, as well as 
artistically, considered. Nowhere else has Diirer treated the 
fiesh with such caressing care, using much fin e dotting in the 
modeling and in no previous plate has he used such a variety 
of textures in a conscious striving for color." 

Koehler, Grolier Catalogue, p. 38. 

27 The Sudarium of Saint Veronica. (Bartsch No. 25) 

Second period. Dated 1513. 

28 The Prodigal Son. (Bartsch No. 28) 

First period. Undated. 

A very early plate, as may be known by the style 
of the monogram, and also by the treatment, espe- 
cially in the trees. It is generally believed that, in 
the Prodigal Son, Diirer has drawn his own portrait. 

Like most of the finest impressions of this plate, 
this proof is on paper water-marked with the " Gothic 
P." From the Alfred Morrison oollec,tion. 

29 The Same. 

Another impression also on "Gothic P" paper, 
somewhat warmer in tone. From the collection of 
Marsden J. Perry. 
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30 The Virgin with Short Haif* (Bartseh No. 33) 

Second period. Dated 1514. 

From the collection of Marsden J. Perry. 

31 Virgin Seated at the Foot of a Tree. (Bartseh No. 35) 

Second period. Dated 1513. 

From the collections of Joseph Maberly and Baron 
Von Lanna. 

"For in the same way as they" (the ancients) "applied the 
most beautiful figure of a man to their idol, Apollo, thus we 
will take the same measurement for Christ, the Lord, who is 
the most beautiful of all the world. And as they have used 
Venus as the most beautiful woman, thus will we chastely 
devote the same graceful figure to the most pure Virgin, the 
Mother of God." 

Albrecht Diirer, Notes for an Introduction to his Sook 
" On the Proportions of the Human Body." 

32 The Same. 

Another impression, from the Carl Schloesser col- 
lection. 

33 The Virgin with the Infant Jcsas in Swaddling Clothes. 

(Bartseh No. 38) 
Third period. Dated 1520. 

From the Oppermann collection. 

34 The Virgin Crowned by Two Angels. 

(Bartseh No. 39) 
Second period. Dated 1518. 

" It is impossible to deny that this Virgin is, in a'worldly as- 
pect, the prettiest and most elegant of all her sisters in Dtirer's 
work, even if it must be admitted that the pose seems to betray 
the constraint of the model." S. R. Koehler. 

35 Virgin Seated at the Foot of a Wall. (Bartseh No. 40) 

Dated 1514. One of the most beautiful of the Diirer 
Madonnas. 

" This plate" (Madonna Seated at the Foot of the City Wall) 
"does hold a special place among Diirer's engravings, but for 
reasons quite tUfferent from the one given out by Thausing. 
It was pointed out above that there is a progi-esslon noticeable 
in Diirer's work, from pure black and white to a eoloresque 
effect. As extreme types, the Virgin and Child with the Mon- 
key and the plate just named were cited. In the former there 
is almost absolute uniformity of j treatment (if we except a 
slight differentiation in the sleeve of the undergarment of the 
Virgin, as seen on her left arm), in the latter the variety of 
texture has been carried further than in any other plate ever 
engraved by Diirer. The flesh is treated very simply, —almost 
wholly Une, with but little dotting ; in the garments of the 
Virgin at least three different textures are noticeable, ... in 
the sleeve of the undergarment, in the fur-trimmed wrapper, 
and in the satin-like scarf which covers the head, hangs down 
the back, and is thrown over the knee, and to these must be 
added variations in the arrangement and combination of lines 
and dots in the foreground, the wall, and the distant land- 
scape." 
S. R. Koehler, Introduction to the Qrolier Catalogue, p. 33. 
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36 Virgin with a Pear. (Bartsch No. 41 ) 

Second period. Dated 1511. 

From the collections of Pierre Mariette, 1670, and 
Baron Von Lanna. 

It seems unquestionable that much of the inspira- 
tion of Diirer and the men who followed him was 
due to the work of Jacopo di Barbari, an Italian en- 
graver, who resided in Nuremberg at the end of the 
fifteenth century. His design and style are thoroughly 
Italian and show an intimate acquaintance with the 
antique, in obedience to Renaissance taste. In his 
first period Diirer used a shading of straight lines, 
not curving the shading in sympathy with the con- 
tours to any great extent. (See this straight type 
of shading in Van Meolsenen. ) Later on, as in this 
plate, he treated the tree trunlts and the draperies 
with curved lines, sometimes using curved cross- 
hatching. 

37 The Virgin with a Monkey. (Bartsch No. 43) 

First period. Undated. 

On paper water-marked with the "High Crown." 
From the collections of Antonia Brentano and Baron 
Von Lanna. 

" Among the Virgins of Diirer, — late as well as early, — this 
is one of the most beautiful and dignified, or it may, perhaps, 
be quite as safe to say, the most beautiful and dignified, not 
only in the figures of the Virgin and Child, but also in the 
■breadth and airiness of the landscape." 

Koehler, Grolier Catalogue, p. 13. 

38 The Same. 

Another impression. 

39 St. Christopher. (Bartsch No. 52) 

Third period. Dated 1521. 

40 St. Eustace. (Also called St. Hubert.) (Bartsch No. 57) 

Second period. Undated. 

Impression on " High Crown " paper. From the 
collection of Sir John Day. "This print, which is 
one of the most finished and one of the rarest among 
Diirer's works, is, at the same time, the largest one. 
By order of the Emperor, Rudolph II, the plate was 
gilded." Bartsch. 

" Eustace, or Placidus by his heathen name, was a valourous 
general under the Emperor Trajan, and a passionate hunter. 
"While out hunting once, Christ Crucified appeared to liim 
between the antlers of a stag and spoke to him, whereupon he 
and his whole family were converted." 

S. K. Koehler, Orolier Catalogue, p. 33. 

41 St. Anthony. (Bartsch No. 58) 

Second period. Dated 1519. 
From the collections of Pierre Mariette, 1666, Sir 
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Seymour Haden and Baron Von Lanna. Impres- 
sions which have the depth and brilliancy of the 
present one are of the last degree of rarity. The 
gray tone of almost all the impressions caused a 
famous print expert to say " one keeps looking for 
the St. Anthony finer than it exists! " This im- 
pression is one of the very few which realizes one's 
idea as to what the plate should be. 

•' The repose and serenity of the lovely little St. Anthony." 

T. Sturge Moore, Albert Dilrer. p. 252. 
*'St. Anthony, an Egyptian saint, not to be confounded with 
St. Anthony of Padua, has inspired many artists, from Schon- 
gauer down to the disciples of the modern French-Italian 
school ; but the scenes generally chosen are those of his tor- 
ment and temptation by demons, in which the fantastic or 
the voluptuous forms assumed by the latter are the main 
point. Diirer represents another phase in the life of the 
saint, — his flight from the world and application to study and 
prayer. The pig which often accompanies St. Anthony, as the 
symbol of the lusts which he conquered, Diirer has omitted ; 
the bell attached to his staff, signifying his power to drive away 
evil spirits, is here. The city in the distance is generally sup- 
posed to be Nuremberg, but Hausmann says that it is strikingly 
like Marburg. Thausing rates the plates very highly. ' For 
depth of conception,' he says (II, pp. 134, 135), 'and tenderness 
of execution and feeling, this small plate is equal to the best 
engravings of former years. Diirer never did anything again 
equal to it.' " Koehler, OrolUr Catalogue, pp. 78-79. 

42 Satyr and His Family. (Bartsoh No. 69) 

First period. Dated 1504. 
From the Thane collection. 

43 The Carrying off of Amymone. (Bartsoh No. 71) 

First period. Undated. 

This plate contains one of the most elaborate land- 
scape backgrounds which Diirer ever made. 

Diirer usually composed his pictures on a vertical 
plane, like a tile or a piece of tapestry. Occasion- 
ally the distance is seen, but it is used only as an 
element in the vertical composition. Most of Diirer's 
landscapes, like the present one, contain a fortified 
town on a hill something of the type of Mont Saint 
Michel, but the general effect produced in the com- 
position lays stress on the silhouette of the hiU 
against the sky, rather than on the distant horizon. 
Altdorfer, on the other hand, composed on the hor- 
izontal plane, using the far distance or "outlet " as 
an integral part of the composition. 

44 Melancholia. (Bartsch No. 74) 

Second period. Dated 1£14. 

From the Paul Beham (1642) and Boerner collec- 
tions 

. "The Melancholia ranks by common consent among the mas- 
terpieces of engraving, and in perfection of technique it was 
never surpassed by Diirer himself. The impressiveness of this 
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majestic figure and the poetical snggestion of her surroundings 
are equally unrivaled; Melancholia holds a place among Diirer's 
engravings, comparable to Hamlet among Shakespeare'splays. 
Like Hamlet, it has given rise to endless discussion, often of 
an unprofitable kind There is no approach, as yet, to the 
general acceptance of any theory about its meaning. 

"Dr. Paul Weber regards the Knight of 1513 as standing by 
Itself, and the two plates of 1514 as forming a pair, typical of 
profane and sacred learning respectively ; the Melancholia, ac- 
cording to him, represents the human spirit weighed down by 
despondency, baffled in the unaided search for knowledge, in 
contrast to St. Jerome, studying passively in the light of divine 

revelation." 

Campbell Dodgson, 

Publication of the Dilrer Society — 7th Series. 

45 The Same. 

Another impression, eqnally fine. 

It i s curious thing that no water-mark is found 
in the paper upon which the Melancholia, the 
St. Jerome in His Cell, or the Night and Death is 
printed. It would seem that in his middle period 
Durer used paper without water-mark almost to the 
exclusion of any of the kinds whicli bear water-marks, 
because the great majority of the Madonnas of this 
period are also without water-mark. 

In speaking of Diirer, although not directly of the 
Melancholia, Mr. Koehler says : 

" It is precisely their enigmatical character which proves to 
be their strength, and this enigmatical character, again, is due, 
in the sense now under consideration, to the curious mixture 
of allegory and realism, of vague idea and definite form, which 
characterizes them and invests them with the charm of a vivid 

dream." 

Introduction to the Orolier Catalogue, p. 9. 

" We think we have divined his innermost thoughts by ap- 
proaching him from the side of the Middle Ages, when, lo and 
behold, we suddenly find ourselves face to face with an idea 
with which the Middle Ages had nothing to do ; and we are 
equally vanquished if we look at him from a modern point of 
view. It is this, precisely, that makes him so thoroughly 
typical of his age, which was racked and confused by conflict- 
ing desires : the love of, and inability to get away from, old 
ideas; an undefined longing for the new out of which the 
modem world was to rise ; and the vain hope that by returning 
to the dead past, as embodied in the Rome of antiquity, the 
two might be reconciled and enjoyed together." 

Introduction to the Orolier Catalogue, p. 2. 

46 The Dream. (Bartseli No. 76) 

First period. Undated. Duplicate from the British 
Museum. 

The charming figure of Cupid in the left fore- 
ground, entirely absorbed in walking on stilts and 
paying no attention to the other figures, is very 
characteristic of the spirit of Diirer. 

47 Three Peasants. (Bartsch No. 86) 

First period. 

This is about the rarest, and is usually considered 
to be the prettiest, of Diirer's small genre plates. 
14 



48 The Knight, Death and the DcviL (Bartsch No. 9H) 

Second period. Dated 1513. 

"These three prints" (The Knight. Death and tfte Devil, the 

Melancholia, and the Saint Jerome) "are truly " Stimmungs- 
bilder,' and as such they stand alone, not oidy araona the 
works of Diirer, but also among those of his predecessors and 
contemporaries, certainly so far as engraving is concerned. 

"And Diirer begins to realize here, even if he never fully 
learned to compreliend, this power which lies in effects of 
light; the sombre gloom of the Knight. Death and the Dt-vil ; 
the weird, unearthly glitter of the Melancholia with its uncer- 
tain glinting Uglits; the soft, tranquil sunshine of the St. 
Jerome, are all in accordance with their several subjects, 
. . ." Koehler, GroHer Gatalogtie, p. 65. 

"The different methods of printing exemplified by the 
different impressions taken from Diirer's plates supply 
material for a most interesting chapter in the history of 
printing,— a subject, so far as it applies to the treatment of 
engraved plates, hitherto almost entirely neglected. . . . 
Schonganer's plates are printed with an intensely black, strong 
ink, which, being deposited on animal-sized (i.e., glued) 
paper, assumed a bright gloss iu the heavy lines. Practically, 
they are clean-wiped, that is to say, all the ink is removed 
from the surface of the plate so that only the lines drawn by 
the engraver show black on a white, or at least light, ground. 
Wherever ink was left on the surface of the plate, between 
the lines or on unworked parts, it was by accident. This is 
true also of Diirer's early plates. . . . But the printers must 
soon have become convinced that, with the strong, intensely 
black ink which they were in the habit of usins, tinting, under 
control, was quite a difficult thing, and they began, t herefore, 
to experiment with softer and warmer inks. . . . The effect 
produced was much more delicate, not only because the ink 
was more delicate, but also because the lines were apt to be 
somewhat more wiped out. And as, very probably, the two 
kinds of printing were used simultaneously, and the plate was 
printed sometimes in the old style and sometimes in the new, 
the existence of impressions, quite different in effect, from 
the same plate, is easily explained; an impression printed 
in the old style, with strong, black ink, produced a black, 
heavier effect, another printed in a softer ink produced what 
is usually called a ' silvery ' effect. It is not at all an assured 
fact, therefore, that the ' silvery ' impressions are the earlier 
and the black ones the later; it may be said indeed that the 
reverse is more likely to be true." 

Koehler, Introduction to the Orolier Catalogue, pp. 38-40. 

This impression is printed in the dark manner. 

49 The Same. 

Another impression, equally fine hut printed in the 
silvery manner. 

"Much has been written about the meaning of this engraving, 
which Diirer himself calls Der Renter. The interpretation of 
the Christian Knight is the oldest, simplest, and best. Passing 
resolutely through the terrors of this mortal life, turning his 
back on temptation and undismayed by the prospect of tem- 
poral death, he rides straight on along the road which will 
eventually leave the dark valley and lead up to the bright city 
on the hill. This notion of the Christian Knight, to which 
Erasmus gave the greatest vogue by the publication of his 
Enchiridion Militis Vhristiania, hiid been current long before 
in the mystical literature and popular theology of the fifteenth 
century. It had already inspired some rude woodcut illustra- 
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tions, and Durer was not so much expressing an original 
thought of his own as giving the first adequate artistic form to 
a conception universally familiar in his generation." 
Campbell-Dodgson, 
Publication of the Durer Society — 6th Series. 

50 Coat of Arms with a SkuIU (Bartsch No. 101) 

First period. Dated 1503. 

From the collection of Count Nicholas Esterhazy. 
•'Called also the Coat of Arms of Death and the Dying Bride. 
A much discussed print, which, however difficult it may he to- 
day to follow the wandering fancy of the artist, it would seem 
safe to connect in a general way with the idea of the ' Dance 
of Death, ' although the ' wild man ' is evidently not a per- 
sonification of Death, but a Satyr, as his right leg, visible to 
the left, clearly shows." 

Koebler, Grolier Catalogue, p. 30. 

LUCAS OF LEYDEN. 

" Of the Northern engravers who worked at the 
same time as Diirer, it is Lucas of Leyden whose 
fame, by common consent, stands next to Diirer's 
own. 

" Lucas of Leyden was born at the end of May or 
beginning of June, 1494, and was therefore twenty- 
three years younger than Diirer, but Durer had not 
been engraving ten years before Lucas had caught 
up with him, and was as well known as he ; the 
master of Leyden at seventeen had got to be almost 
the equal of the master of Nuremberg at forty. 

"In conclusion, Vasari defines and praises, in 
his own fashion, those qualities in Lucas which we 
have already noticed, the patience and sincerity of 
his inventions, the reality and expressiveness of his 
types, his untiring veracity and finish, his accom- 
plished art of distributing groups and figures in 
space, and the power, in which he stood alone in 
his time, of expressing distance and recession in 
landscapes and buildings by delicate gradations 
of line." Sidney Colvin. 

Lucas engraved with a very delicate, faint, burin- 
stroke so that the fine impressions of his plates are, 
relatively speaking, rarer than in the case of almost 
any other master. 

51 Adam and Eve. (Bartsch No. 3) 

On paper bearing the water-mark of an " Open 
Hand." 

52 Abraham Sending Away Hagar. (Bartsch No. 18) 

On paper water-marked with the " Gothic P." 

53 Joseph Telling his Dream to Jacob. (Bartsch No. 19) 

From the history of Joseph. Dated 1512. From 
the collection of Baron Von Lanna. 
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51 David with the Head of Goliath. (Bartseh No. 26) 

Assumed date 1514. From the eoUeotion of the 
Earl of Aylesford. 

55 Solomon Adoring Idols. (Bartseh No. 30) 

On paper bearing the water-mark of a "Coat of 
Arms with Fleur-de-lis." From the collection of 
Henry James Brooke. 

56 Susanna and the Elders. (Bartseh No. 33) 

This has always been considered one of the finest 
plates by Lucas of Leyden. 

57 The Return of the Prodigal Son. (Bartseh No. 78) 

From the Keller collection, and another not de- 
scribed by Fagan. 

" This piece appears to have been engraved in 
1510. One cannot but admire the intelligence and 
the art which guided the hand of Lucas in the exe- 
cution of the distance. The buildings, the land- 
scape, and the little figures are drawn with the 
greatest spirit and in a manner to express wonder- 
fully well the receding planes of the scene." 

Bartseh. 

58 The Holy Family. (Bartseh No. 85) 

This is usually considered to be the most beautiful 
print by Lucas of Leyden. On paper water-marked 
with the ' ' Gothic P." From the oolleetion of Alfred 
Hubert. 

59 The Poet Virgil Suspended in a Basket. 

(Bartseh No. 136) 
From the collection of Baron Von Lanna. 

"The scene represented in this plate was one 
described in the life of Virgil written by Albert d' Eib 
along with several other fables which were equally 
unworthy of belief. Lucas, however, lived at a 
period and in a country very little enlightened. 
Such stories were very popular, and this one in 
particular was in such vogue that Lucas made 
another design of it, and several other masters of 
his time have engraved the same subject. This 
print is dated 1525; it is executed with the 
greatest art and the technique is extremely spirited 
and brilliant. From the point of view of drawing 
it is one of his best works ; it contains figures and 
faces which would not be disowned by the greatest 
masters." Bartseh. 

60 The Man with a Torch. (Bartseh No. 147) 

From the collection of the Duke of Arenberg. 
" This print, which is executed with the greatest 
delicacy, appears to be about the year 1508." 

Bartseh. 
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61 Two C3iildren v/ith a Blank Shield. (Bartsch No. 166) 

From the collection of the Duke of Arenberg. 

62 A Shield Bearing a Mask Supported by Two Genii. 

(Bartsch No. 167) 
From the collection of Baron Von Lanna. 



ALBRECHT ALTDORFER. 

Altdorfer was bom some time prior to 1480. The. 
place of his birth is not known but in 1505 he left 
Amberg for Ratisbon. Most of his life was passed 
in the latter city and he became one of its leading 
citizens. He died at Katisbon in 1538. 

" The earliest in date of these so-called Little 
Masters is Altdorfer. He is also the most original 
in touch and fancy. His work gives proof of no 
close dependence on Diirer and bears no close af- 
finity with the work of any other master." 

Sidney Colvin. 

"It is his small etchings that give him the claim to 
be considered 'The Father of Landscape Painting,' 
and also his method of embodying his figure com- 
positions within forests of curious trees, the fir-tree 
having a peculiar charm for Mm, and vast back- 
grounds of varied ruins and mountains. 

" It is not certain that Altdorfer studied at Nurem- 
berg, and while Lucas of Leyden, beginning almost 
in childhood, went on to the end of Ms career im- 
bibing more and more the foreign form and purity, 
Altdorfer to the end of his life retained the northern 
character and indulged more in the bizarrerie and 
grotesque invention peculiar to the north." 
William Bell Scott, 
The lAUle Masters, pp. 29 and 92. 

63 Judith bearing the Head of Holofernes. (Bartsch No. 1) 

64 The Virgin and Child in an Altar-Niche. 

(Bartsch No. 13) 

From the collection of Baron Von Lanna. 

"Secondly, may we not be thankful that the beauty revealed 
to Altdorfer, like that of the best tales of Hans Andersen, 
breathes a spirit of such ■winsome and cordial homeliness that 
it actually seems to invite and welcome our study." 

T. S. Moore, Altdorfer, p. 44. 

65 Virgin and Child. (Bartsch No. 17) 

From the Rath [and Von Lanna collections ; also 
from the unidentified collection Fagan 398. 

66 The Same. 

Another impression. 
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67 St. Jerome. (Eartsch No. 21) 

68 Herctiles and a Nymph. (Bartsch No. 28) 

From the ooUeotion of Baron Von Lanna. 

69 Venus and Cupid. (Bartsch No. 34) 

70 The Judgment of Paris. (Bartsch No. 36) 

From the coUeetion of Baron Von Lanna. 



THE BEHAMS 

The fame of Diirer drew together in Nm'emberg the group 
of men known as the Little Masters. The two Behams 
were natives of the city, as was also Georg Penoz. Hans 
Sebald, the elder of the two brothers, was bom in 1500; 
Barthel, the yoimger, in 1502. 

Both the Behams and Georg Penez were regarded in 
Nuremberg as very radical and dangerous characters. 
They believed in a form of socialism, denied many of the 
doctrines of the Church, and besides were held^to be very 
wild and dissipated young men. They were commonly 
known as " The Three Godless Painters" and were tried 
in 1524 for heresy and banished from Nuremberg. Hans 
Sebald went to live at Frankfort, where he died in 1550. 
Barthel is said to have resided chiefly in Italy during the 
latter part of his life and to have died tiiei'e about 1540. 

As compared with Diirer, the Little Masters were 
fantastic rather than imaginative ; they were more inti- 
mate than Diirer and more human. In their work may be 
recognized the great change which took place in the 
development of Northern Art in the early part of the six- 
teenth century — the change from medievalism to realism, 
from clerical mythology and the history of the saints to 
poetry and genre. Many of their plates resemble gold- 
smiths' work and, in fact, they were probably greatly in- 
fluenced by the Italian nielli — or prints taken from 
goldsmiths' designs. 

In speaking of Hans Sebald, Mr. Sidney Colvin says : 

"In religious pieces, in classical subjects, in fable and 
fancy, in ornamental pattern, in scenes of peasant labor 
or peasant merriment and debauchery, he exhibits always 
the same characteristic cross or alliance of the old German 
plainness, toughness, grit, with the new Italian style and 
correctness of design. 

"At any rate his work, like that of most of the Little Mas- 
ters, has an air of having been done half in earnest, half in 
play; a vernacular familiarity which, for those who can 
enter into the spirit of it, is very attractive." 
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BARTHEL BEHAM. 

" He has always been justly reckoned among the 
greatest artists of this group. His prints show a 
masterly knowledge of drawing, always correct and 
often full of grace, as well as a technic of wonder- 
ful softness and delicacy." Bartsch. 

71 The Madonna with the Skull. (Bartsch No. 5) 

Prom the Posonyi, Harriett, and Von Lanna collec 
tions. This is unquestionably among the two or 
three finest prints which were produced by the Little 
Masters. 

72 The Emperor Charles V. (Bartsch No. 60) 

The extremely rare first state before the monogram. 
From the collections of Fritz Eumpf and Baron Von 
Lanna. 

"I should be quite unworthy of confidence if, in 
my general preference for the etched over the en- 
graved line, I did not give marked prominence to 
this triumph of the biirin. . . . Examined with a 
lens, it will be seen that the lines composing this 
splendid portrait (which I have chosen as an exam- 
ple of the power and feeling of the artist) are not 
continuous and uninterruptedly incisive like the 
lines of Diirer, Goltzius, Faithorne, and the burinists 
generally ; but that they are broken in their con- 
tinuity in such a fashion as to deprive them of 
harshness, and to cause them to suggest, in a sin- 
gular measure, the effect of color." 

Seymour Haden, About Etching. 

7.3 The Emperor Ferdinand I. (Bartsch No. 61) 

The first state of two before the address of Heyden. 
From the collections of Autonia Breutano and Baron 
Von Lanna. 

74 Erasmus Balderman. (Bartsch No. 63) 

From the collection of Baron Von Lanna. 

HANS SEBALD BEHAM. 

75 Adam and Eve. (Bartsch No. 6) 

From the collections of Antouia Brentano and 
Baron Von Lanna. 

76 Adam and Eve Driven from Paradise. (Bartsch No. 7) 

From the collections of Dreux, Duraezo, and Von 
Lanua. 

77 Job and his Friends. (Bartsch No. 16) 

The extremely rare first state before the blades of 
grass on the top of the ruin in the background. 
From the collection of Baron Von Lanna. 
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78 The Virgin with a Pear. (Bartseh No. 18) 

From the eoUeetion of Baron Von Launa. 

79 The Virgin with the Parrot. (Bartseh No. 19) 

Before the third set of hatchings in the shadows of 
the Madonna's gown. From the collection of Baron 
Von Lanna. 

80 St. Jerome at the Gate of a City. (Bartseh No. 62) 

81 St. Anthony the Hermit. (Bartseh No. 64) 

82 The Carrying off of Helen. (Bartseh No. 7) 

First state, before the cross-hatchings above the 
head of Helen. From the collection of Baron Von 
Lanna. 

83 Hercules Fighting the Centaurs. (Bartseh No. 96) 

From the collection of Baron Von Lanna. 

84 Fortune. (Bartseh No. 140) 

First state, before the additional shading on the 
left knee. From the collections of Carl Schloesser 
and Alfred Hubert. 

85 The Same. 

Another impression in the second state, with the 
additional shading above referred to. From the 
collection of Baron Von Lanna. 

86 Soldiers of the Watch by a Powder Cask. 

(Bartseh No. 197) 

First state, before the clouds of smoke in the back- 
ground were strengthened. From the collection of 
Baron Von Lanna. 

87 The Standard Bearer. (Bartseh No. 200) 

From the Endris and Von Lanna collections. 

88 The Penitence of St. Chrysostom. (Bartseh No. 215) 

From the collections of Prince Alexander Lobanow 
and Baron Von Lanna ; also from the unidentified 
collection Fagan No. 197. 

89 Vignette with Two Genii and an Eagle. 

First state, before the additional hatching in the 
background. From the collection of Baron Von 
Lanna. 

90 A Genius with the Alphabet. (Bartseh No. 229) 

91 Ornament with a Mask. (Bartseh No. 231) 

The first state with the white spaces in the back- 
ground. From the collection of Baron Von Lanna. 
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92 Dance of Cupids. (Pauli No. 1374) 

Etching, probably unique. From the collection of 
Baron Von Lanna. 

HEINRICH ALDEGREVER. 

Born at Soest in Westphalia, 1502. After having 
studied the engravings of Diirer for some time, he 
went to Nuremberg and became Durer's pupil. 
Aldegrever's prints are remarkable for the free and 
graceful treatment of the trees. 

93 Death of the Wicked Rich Man. (Bartsoh No. 46) 

Prom the collection of Baron Von Lanna and 
another collection not described by Fagan. 

94 Medea and Jason. (Bartsch No. 65) 

Impression on paper water-marked with the 
" Gothic P." From the Rath and Von Lanna 
collections. 

95 Intemperance. (Bartsch No. 132) 

From the collection of Baron Von Lanna. The im- 
pression has been torn in the lower right-hand 



96 Aldegrever's Own Portrait at Tliirty-five Years of Age. 

(Bartsch No. 189) 
From the collection of Baron Von Lanna. 

97 Vignette with Two Children. (Bartsch No. 271) 

From the Posonyi and Von Lanna collections. 

98 Vignette with a Mask between Two Grotesque Creatures. 

(Bartsch No. 274) 
Prom the Santarelli and Von Lanna collections. 

99 Vignette with Satyrs. (Bartsoh No. 277) 

From the Durazzo and Von Lanna collections. 

GEORG PENCZ. 

A native of Nuremberg, was bom in the beginning 
of the sixteenth century. He was admitted into the 
Guild of Painters in 1523. After he had been, if not 
under the instruction, at least under the influence 
of Albrecht Diirer, he was associated with the 
Behams and with them, in 1524, underwent the 
sentence of banishment for heresy.' He was, how- 
ever, frequently in Nuremberg imtil the year 1532, 
when he came back to live there altogether. He 
seems to have visited Italy on several occasions and 
is said to have studied under Marc Antonio 
Eaimondi. He died at Breslau in 1550. 
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100 Joseph Hidden by his Brothers in a WelL 

(Bartseh No. 10) 

From the Von Lanna eollection. 

101 Joseph Sold by his Brothers. (Bartseh No. 11) 

From the eollection of Baron Von Lanna. 

102 David and Bathsheba. (Bartseh No. 21) 

From the eoUeotion of Baron Von Lanna. 

103 Judith and Holofemes Feasting. (Bartseh No. 24) 

From the Von Lanna collection. 

104 Judith and her Maid with the Head of Holofemes. 

(Bartseh No. 25) 
From the Von Lanna collection. 

105 Procris. (Bartseh No. 73) 

From the collection of John Barnard. 

106 Tarquin and Lucretia. (Bartseh No. 78) 

From the Von Lanna eollection. 

107 Porsenoa Hears of the Flight of Qoelia. 

(Bartseh No. 81) 
From the Von Lanna collection. 

108 Artemisia with the Ashes of her Husband. 

From the Julian Marshall and Von Lanna collec- 
tions. 

109 Death of Virginia. (Bartseh No. 84) 

From the Dreux and Von Lanna collections. 

110 Virgil in the Basket. (Bartseh No. 87) 

From the Von Lanna collection. 

111 A Woman Wading a Brook. (Bartseh No. 94) 

From the Von Lanna collection. 

HANS BROSAMER. 

Born at Fulda about 1506. The date of his death 
is not known. He designed both on wood and cop- 
per, signing himself on his woodeut portrait of the 
Landgrave of Hesse " Formschneider zu Erfurt," 
where he resided during the latter part of his life. 

112 David and Bathsheba. (Bartseh No. 3) 

From the collections of Pierre Mariette, 1668, and 
Baron Von Lanna. The drawing of the background 
would seem to indicate that Brosamer had a better 
knowledge of perspective than most of the Little 
Masters. 

113 Cupid Bringing a Honeycomb to Venus. 

(Bartseh No. 13) 
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JACOB BINCK. 

Bom about 1490 at Cologne, and died 1560 at Kon- 
igsberg. 

114 The Virgin Adoring the Infant Christ. (Bartsch No. 9) 

DIRK VAN STAAREN. 

" He appears to have worked as a painter of glass in 
Brussels, and perhaps became acquainted with the 
process of etching in Germany. His early plates, 
small in size, and dated from 1522 onward, show 
fine technic in the delicate style of the Little 
Masters ; and the same is the case with his latest 
work,, a Deluge of 1544." 

Dr. Pr. Lippmann, Engraving and Etching, p. 156. 

115 St. Luke Painting a Portrait of the Madonna. 

(Bartsch No. 9) 

MONOGRAMMIST, H. F. 

116 Virgin with the Crown of Stars. (Bartsch No. 1) 

From the collection of Baron Von Lanna. 

MASTER, I. B. 

117 The Fate of the Evil Tongue. (Bartsch No. 30) 

From the Von Lanna collection. 

117b Copy of the Preceding in Reverse. 

118 The Two Women and the Market Peasant. 

(Bartsch No. 37) 
From the collection of Baron Von Lanna. 

MONOGRAMMIST, N. S. 

119 The Virgin and Child Seated in a Landscape. 

(Passavant No. 1) 

MARTIN ZAZINGER. 

A goldsmith-engraver, working at Munich about the 
year 1500. Much doubt exists as to his identity, 
there having been other masters contemporary with 
him who used similar monograms. The earliest date 
on his existing work is 1500, and he is thought not 
to have been alive after 1509. He is also said to 
have been a painter and a pupil of Wolgemut, with 
whom Diirer studied. 

120 The Virgin and Child. (Bartsch No. 2) 

The print has been repaired in the upper corners. 
The impression, however, is very good. It is ex- 
tremely difficult to get Zazinger's prints in anything 
but worn, modem impressions. 
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121 The Lovers. (Bartsch No. 16) 

Duplicate from the British Museum. 

122 Woman Beating her Husband. (Bartsch No. 18) 

Duplicate from the British Museum. 

HANS SEBALD LAUTENSACK. 

He was a son of Paul Lautensaek, a painter of Bam- 
berg, where he was born in 1524. While yet a child 
his parents settled in Nuremberg, and there he lived 
during the greater part of his life. In 1556 he was 
working in Vienna, where he died between 1560 and 
1563. 

123 View of a River with a Castle on an Island. 

(Bartsch No. 39) 
Dated 1553. From the collection of Baron Von 
Lanna. This and the two following plates are in- 
teresting examples of the primitive school of German 
landscape which was best exemplified by the work 
of Lautensaek and Hirschvogel. 

124 View of a River with a Church Seen between Two 
Trees. (Bartsch No. 42) 

From the collection of Baron Von Lanna. 

125 Landscape with Hagar and the Angel. 

(Bartsch No. 54) 
From the Camesina and Von Lanna collections. 

ALAERT CLAES. 

Bartsch speaks of Claes as the Master of the Mono- 
gram A. C, and eays that he was working at Utrecht 
between the years 1520 and 1555. 

The prints by Alaert Claes have a peculiar 
style or character which is almost impossible to de- 
scribe, but which is very characteristic of the Neth- 
erlands at about this period. The same feeling may 
be noticed in the Master of the Crab, in Aldegrever, 
in Dirk van Staaren and in the anonymous piint 
"The Temptation of St. Anthony" (No. 133). 

This peculiar spirit in the art of the Netherlands 
may be felt quite distinctly by looking at the prints 
by the masters of Upper Germany, such as Sohon- 
gauer, Diirer, and the Behams, and then looking at 
the prints by the masters we have just named. 

126 St. Philip Baptizing the Ethiopian. (Bartsch No. 12) 

From the collections of Wilhelm Drugulin and 
Baron Von Lanna. 

127 The Naked Woman and the Dragon. (Bartsch No. 34) 

From the collection of Baron Von Lanna. 
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CORNELIS MATSYS. 

He was the fourth son of Quentin Matsys, and was 
bom at Antwerp about 1513. In the Dresden Gallery 
there is a red chalk drawing by him of "Lot and his 
Daughters." The figures have much elegance and 
refinement, betraying a master who had visited Italy 
without leaving his own Flemish manner behind him 
there. He was still alive in 1580. 

Bryan, Dictionary of Painters and Engravers. 

128 David Killing Goliath. (Passavant No. 82) 

First state, before the inscription "ut sciatomnes 
terra." 
From the collection of Baron Von Lanna. 

LUDWIG KRUG. 

Lived in Nuremberg and died there, probably about 
the year 1519. 

129 The Adoration of the Magi. (Bartseh No. 2) 

From the collection of Baron Von Lanna. 

THEODOR DE BRY. 

He was a German engraver, born at Liege in 1528. 
He resided chiefly at Frankfort, where he carried 
on the business of a print and book seller. It is not 
known by whom he was instructed in the art of en- 
graving, but from his style he appears to have paid 
particular attention to the work of Hans Sebald 
Beham. About the year 1587 he visited England. 
... He died at Frankfort in 1598. This laborious 
artist worked almost wholly with the graver in a 
neat, free style, well adapted to the subjects of which 
he made choice, such as processions and ceremonials, 
containing a great number of figures, which he drew 
correctly, and to which he gave great spirit and ex- 
pression. 

Bryan, Dictionary of Painters and Engravers. 

130 The Marriage of Isaac. 

After Peruzzi. 

From the Coppenrath, Liphart, and Von Lanna 
collections. 

131 Baccfianal. 

Prom the collection of Baron Von Lanna. 

ANONYMOUS. 

132 -The Virgin and St. Ann. (Schreiber No. 59) 

This is a very good example of the colored woodcuts 
which are the most characteristic prints of the fif- 
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teenth century in Germany. The director of one of 
the great print museums in Germany pronounced 
this example to be a genuine one dating from about 
the beginning of the fifteenth century, about 1430. 
He said that the soft folds of the draperies indicated 
this date, as toward the close of the century the 
draperies were drawn more stiffly. From the coUec- 



133 The Temptation of St. Anthony. 

By an anonymous master of lower Germany early 
sixteenth century. On paper water-marked with 
the " Gothic P." From the collection of Baron 
Von Lanna. 

134 The^Virgin Enthroned. 

By an anonymous master of lower Germany in the 
sixteenth century. From the collection of Baron 
Von Lanna. 

135 St Ann, the Virgin, and the Christ Child. 

By an anonymous German master of the sixteenth 
century. From the collection of Baron Von Lanna. 
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